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‘Parish music in late-medieval England: local, regional, national identities’ 
 
Becalmed in the scholarly doldrums for several decades, the musical history of the pre-Reformation 
English parish has received sustained attention since 2000.1 Overviews by the present author have 
added to, and drawn upon, methodological and detailed topographical studies by Beat Kümin, 
Richard Lloyd, Andrew Wathey and Clive Burgess, among others.2  The recently-completed 
Experience of Worship recent research project, led by John Harper, has investigated pre-Reformation 
liturgy in the context of both cathedral and country parish.3 Among the project’s methodological 
                                                 
1 The classic study is Nicholas Temperley, The Music of the English Parish Church, 2 vols. (Cambridge: CUP, 
1979). Temperley’s focus was post-1558, as was Alan Smith’s (see, for instance, Alan Smith, ‘Parish church 
musicians in England in the reign of Elizabeth I (1558-1603): an annotated register’, [Royal Musical Association] 
Research Chronicle, 4 (1964), pp. 42-92). As a well-documented site of vigorous social contestation, post-
Reformation worship has attracted much the greater attention; see, for instance, John Craig, ‘Psalms, groans 
and dog-whippers: the soundscape of worship in the English parish church, 1547-1642’, in Will Coster & 
Andrew Spicer (eds.), Sacred Space in Early Modern Europe (Cambridge: CUP, 2005), pp. 104-23; Jonathan 
Willis, Church Music and Protestantism in Post-Reformation England: Discourses, Sites and Identities 
(Aldershot: Ashgate, 2010); Christopher Marsh, Music and Society in Early Modern England (Cambridge: CUP, 
2010); likewise essays by Willis and Peter McCullough in Natalie Mears & Alec Ryrie (eds.), Worship and the 
Parish Church in Early Modern Britain (Aldershot: Ashgate, 2013). Like some more recent studies, Hugh Baillie’s 
doctoral thesis, ‘London churches, their music and musicians, 1485-1560’ (Cambridge University, 1958) 
investigated the capital’s rich archival sources.  Although he wrote a brief but useful essay on the 1524 music 
inventory at All Saints, Bristol, Frank Harrison pursued the wider topic no further (F. Ll. Harrison, ‘The repertory 
of an English parish church in the early sixteenth century’, in Jozef Robijns et al (eds.), Renaissance-Muziek, 
1400-1600: Donum Natalicium René Bernard Lenaerts (Leuven: Katholieke Universiteit, Seminarie voor 
Muziekwetenschap, 1969), pp. 143-7). Honourable mention should be made of historian Clive Burgess who 
signalled the importance of chantry institutions within parish musical traditions at a time when musicologists’ 
attention was directed elsewhere (Clive Burgess, ‘Chantries in fifteenth-century Bristol’ (DPhil thesis, Oxford 
University, 1981); see also Burgess’s edition of parish records of All Saints, Bristol, published by Bristol Record 
Society). 
2 Richard Lloyd, ‘Provision for music in the parish church in late-medieval London’ (PhD thesis, Royal Holloway, 
University of London, 1999); Beat Kümin, ‘Masses, morris and metrical psalms: music  in the English parish, c. 
1400-1600’, in Fiona Kisby (ed.), Music and Musicians in Renaissance Cities and Towns (Cambridge: CUP, 2001); 
Clive Burgess & Andrew Wathey, ‘Mapping the soundscape: church music in English towns, 1450–1550’, Early 
Music History, 19 (2000), pp. 1-46; Caroline M. Barron, ‘Church music in English towns 1450–1550: an interim 
report’, Urban History, 29 (2002), pp. 83-91; Magnus Williamson, ‘Liturgical polyphony in the pre-Reformation 
English parish church: a provisional list and commentary’, [Royal Musical Association] Research Chronicle, 38 
(2005), pp. 1-43; and idem, ‘Liturgical music in the late medieval English parish: organs and voices, ways and 
means’, in Clive Burgess & Eamon Duffy (eds.), The Parish in Late Medieval England, Harlaxton Medieval 
Studies, 14 (Donington: Shaun Tyas, 2006), pp. 177-242. Topographical case studies on Westminster were 
published by David Skinner (‘“At the mynde of Nicholas Ludford”: new light on Ludford from the 
churchwardens’ accounts of St Margaret’s, Westminster’, Early Music, 22 (1994), pp. 393-413) and Fiona Kisby 
(‘Music and musicians of early-Tudor Westminster', Early Music, 23 (1995), pp. 22-40); also, Lisa Colton, 
‘Choral music in York, 1400-1547’, in P. S. Barnwell, Claire Cross & Ann Rycraft (eds.), Mass and Parish in Late 
Medieval England: the Use of York (Reading: Spire, 2005), pp. 41-56. Unpublished conference papers have 
been given by John Harper (on Ashburton parish church) and Roger Bowers (on Newark parish church, inter 
alia). 
3 The Experience of Worship in Late Medieval Cathedral and Parish Church, funded by the joint AHRC/ESRC 
‘Religion and Society’ research programme (2009-13).  
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concerns was to devise appropriate typologies for the enactments, especially in the context of a 
rural parish church in south Wales: what levels of musical enrichment would have been feasible 
outside the well documented (and correspondingly well researched) urban settlements?4  In the 
near-absence of musical sources, the musical history of the pre-Reformation English parish has been 
reconstructed from documentary sources that bear witness to the development of institutional 
infrastructures, the garnering of resources, the maintenance of ritual frameworks, and the policing 
of social norms. This has frequently, and quite rightly, entailed a focus on the interiority of the parish 
as a social organism or microcosm.5  In the following essay I shall consider individual parishes within 
a network of cultural dissemination: how models of organization spread and developed from the 
1340s onwards; how musicians and their repertories travelled; and how the parish interacted with 
different kinds of institution.  This will entail a necessarily selective definition of the parish 
soundscape which will here exclude incidental sounds and noises, however characteristic (or not) of 
parish worship, in favour of polyphony and organs: these were valuable assets whose cultivation 
enabled worshipping communities to define themselves, not least in emulation of, and in 
competition with, their neighbours. 
 
 
Metropolitan beginnings: the 1340s 
 
By the reckonings of early-Tudor parishioners the musical elements of their worship may largely 
have existed ‘time out of mind’, but the inheritance was less ancient than they might have assumed.  
If reckoned from its documentary source materials, the polyphonic history of the pre-Reformation 
English parish lasts almost exactly 200 years, from the years around 1340 until the introduction of 
the first vernacular Book of Common Prayer on Whit Sunday 9 June 1549, which removed the king-
post of traditional worship, the medieval Latin rite.  Before the fourteenth century, the existence of 
parish musical traditions can be surmised but not proven; from the 1340s, however, we find 
unambiguous evidence of the kinds of institution that played a demonstrable role in sustaining and 
augmenting worship until the 1540s. Although wide topographical, social and economic variations 
between different parishes gave rise to a wide range of institutional models, the most 
transformative individual institution was arguably the religious guild whose revenues could support 
                                                 
4 ‘Subsistence’ resourcing of parish traditions is considered in Magnus Williamson, ’Quadring cows: resourcing 
music in the pre-Reformation parish’, in P. S. Barnwell, Sally Harper & Magnus Williamson (eds.), Late Medieval 
Liturgies Enacted (forthcoming) 
5 For instance, Clive Burgess, ‘Shaping the parish: St Mary at Hill, London, in the fifteenth century’, in John Blair 
& Brian Golding (eds.), The Cloister and the World: Essays in Medieval History in Honour of Barbara Harvey 
(Oxford: Clarendon, 1996), pp. 246-86.  
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the cultivation of devotional polyphony.  In his will of May 1349 Roger Cloville, chandler, requested 
burial in his parish church of St Magnus the Martyr which stood at the north end of London Bridge.  
His main legacy, a rental property in the nearby parish of St Benet Gracechurch, was divided four 
ways between his widow, his two children, and the Augustinian priory of St Mary, Clerkenwell, for 
the improvement of the conventual kitchen (presumably to ensure an adequate diet for his 
daughter, who was a nun there).6  Another portion of his estate was assigned to ‘the service of an 
antiphon, Salve regina, and for the maintenance of a chaplain for that antiphon in the church of St 
Magnus aforesaid’, for the souls of Roger, Dionisia his wife, and others: the first unambiguous 
evidence of this parochial intercessory institution, which was established specifically to augment 
divine worship through the recitation of the evening antiphon, and which survived until the 
dissolutions of the late 1540s.7 
 
This is a significant milestone: the singing of Salve regina, whether in chant or (increasingly) in 
polyphony as a votive antiphon, is the emblematic musical form of late-medieval Catholicism.8 
Cloville’s pious foundation nevertheless represents an intensification of pre-existing trends. 
Parochial intercessory foundations can be found among London wills at least as early as 1261, when 
one Ralph Faber endowed a Lady Mass priest at St Benet Sherehog,9 half a century after the first 
parish chantries are believed to have been founded in England.10 From an early stage, such 
foundations were associated with the architectural augmentation of church buildings and the ritual 
augmentation of parish worship; for instance, the chantry founded by John de Lexinton at St 
Michael’s, Laxton (Nottinghamshire) before 1257 entailed both the rebuilding of the parish chancel 
(to provide space for a Lady chapel in the north chancel aisle) and the endowment of an associated 
chaplainry.11 The evidence from Laxton exemplifies another factor of long-term significance: that the 
machinery of personal (and collective) intercession was closely aligned with the cult of the Virgin 
Mary, the supreme intercessor, before the doctrine of purgatory was formally defined at the second 
                                                 
6 Reginald R. Sharpe (ed.), Calendar of Wills Proved and Enrolled in the Court of Husting, London, A.D. 1258-
A.D. 1688, 2 vols. (London: Corporation of London, 1889), I, p. 583. 
7 Cloville was mentioned as founder-benefactor of the guild, and his will cited, in the guild certificate of 1388-9 
(London, National Archives, C 47/42/208). 
8 The term ‘votive antiphon’ was used by Frank Harrison to denote a (typically) polyphonic motet of prayer or 
praise to a named saint (typically the Virgin Mary), exemplified by the large-scale compositions of the Eton 
Choirbook of c. 1500x4: see Frank Ll. Harrison, Music in Medieval Britain (London: Routledge & Kegan Paul, 
1958), also Peter Lefferts, ‘Cantilena and antiphon: music for Marian services in late medieval England’, in 
Current Musicology, 47 (1990), 247-82. 
9 Sharpe, Calendar of Wills, I, p. 8. 
10 John McNeill, ‘A prehistory of the chantry’, in The Medieval Chantry in England, ed. Julian M. Luxford & John 
McNeill, Journal of the British Archaeological Association, 164 (2011), pp. 1-38, at 12-14, citing research by 
Howard Colvin and David Crouch; the first instances are found outside London, in Warwickshire and Norfolk. 
11 McNeill, ‘A prehistory’, p. 18.  
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General Council of Lyons. The promulgation of this doctrine in 1274 took almost instantaneous 
effect in London, which witnessed a spike in the number of chantry foundations, at least as indicated 
in the surviving wills of the period.12  This was anticipated in the foundation of religious guilds such 
as the Guild of the Virgin Mary of Boston (1260) and the Palmers’ Guild of Ludlow (1284), whose 
manifold functions - ritual, civic, social, charitable - revolved around an intercessory core.   
 
If Roger Cloville’s Salve endowment stemmed from thirteenth-century intercessory innovations, its 
ceremonial inspiration can be traced indirectly to the arrival of the mendicant orders in England 
between 1221 and 1242.  It is almost certainly no coincidence that towns and cities with prosperous 
religious guilds were frequently home to more than one mendicant order:13 a reflection of the 
realities of urban economics, perhaps, but also of the mutually reinforcing dynamism of collective lay 
piety and the devotional examples provided by mendicant evangelism.  Dominican influence reached 
across the social spectrum, from the king’s household (where Black Friars acted as royal confessors 
to Henry III) to the urban communities within which friaries were established.14 In a seminal study of 
Dominican ritual W. R. Bonniwell noted the Black Friars’ pioneering of the processional Salve regina 
which seemingly originated at Bologna in 1221 (coincidentally the year in which the Dominicans 
arrived in England).15 One of the most important Dominican legacies, this very public manifestation 
of Marian piety drew upon monastic models, although the Benedictine customary of Westminster 
Abbey, compiled c. 1260, observed that the post-Compline Salve was of recent rather than ancient 
practice.16   
 
Two transformative thirteenth-century developments therefore lay behind Roger Cloville’s bequest 
of 1349: the formal adoption of the doctrine of purgatory, which stimulated the foundation of 
chantries, and the consolidation of Marian piety, exemplified and promoted by the mendicant 
orders.  Specific devotion to the Salve can be seen in the 1348 wills of William Palmer and Sir John 
Pulteney (see Table 1) who placed their intercessory endowments within existing institutions: the 
Salve was evidently being sung at St Bartholomew’s Hospital by 1348; Pulteney, already the founder 
of the chantry-style college of St Laurence Pountney, Candlewick Street,17 endowed a daily Salve at 
                                                 
12 Sharpe, Calendar of Wills, I, pp. 21-35. 
13 Augustinian (A), Carmelite (C), Dominican (D), Franciscan (F) as follows: Boston (ACDF), Bristol (ACDF), 
Coventry (CF), London,  Ludlow (AC), Lynn (ACDF), Northampton (ACDF), Norwich (ACDF), York (ACDF).  
14 Richard W. Pfaff, The Liturgy in Medieval England: A History (Cambridge: Cambridge University Press, 2009), 
pp. 318-19. 
15 W. R. Bonniwell, A History of the Dominican Liturgy (New York: Wagner, 1944). 
16 Harrison, Music in Medieval Britain, p. 82.  
17 Pulteney’s chantry of Corpus Christi (established before 1332) formed the core of this college which was 
confirmed by Edward III and collegiated in 1344, receiving its statutes in 1347; in its final form it consisted of 
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St Paul’s.  This was sung by the cathedral choristers in his chantry chapel of St John the Baptist, 
situated near the north transept door; it was one of a dozen chantries founded in St Paul’s by 
prominent fourteenth-century Londoners, several of whom (like Pulteney) divided their pious 
largesse between the cathedral and their home parishes.18 Although his college on Candlewick Street 
observed the Use of Salisbury, St Paul’s provided the model for its clerical vestments and liturgical 
rota (and it was from the college’s endowments that the chantry at St Paul’s was to be funded 
annually).19 The two chantry foundations were an integral pair, simultaneously serving his adoptive 
home parish and, as befitted a wealthy four-times mayor of London, enhancing civic worship in one 
of the most publicly accessible spaces within the metropolitan cathedral.20 Pulteney’s provisions for 
the post-Compline Salve regina constituted the first significant enhancement of the cathedral’s 
Marian worship since Bishop Eustace Fauconberg’s endowment for the recitation of Lady Mass and 
Office around 1220; and the establishment of a corresponding post-Matins antiphon (Nesciens 
mater) at the great image of the Virgin a few years later, in 1365, demonstrates the robustness of 
Pulteney’s model.21   
 
Although not entirely unprecedented (and perhaps not intended to set any precedents), Pulteney’s 
intercessory provisions seem progressive, even prescient, in hindsight:22 like subsequent testators, 
he realised that the Salve ceremony provided a locus in which private intercession and public piety 
might coalesce to mutual advantage; he assigned the singing of Salve specifically to the boy 
choristers, a pattern adopted in later collegiate foundations;23 he ensured that the Salve took place 
                                                                                                                                                        
thirteen chaplains and four choristers (William Page (ed.), A History of the County of London, 1 (London: 
Archibald Constable, 1909), pp. 574-6); Harry B. Wilson, A History of the Parish of St. Laurence Pountney, 
London (London: Rivington, 1831). 
18 W. Sparrow Simpson, Documents Illustrating the History of S. Paul’s Cathedral (Camden Society, 1880), p. 
182; Marie-Hélène Rousseau, Saving the Souls of Medieval London: Perpetual Chantries at St Paul’s Cathedral, 
c. 1200-1548 (Aldershot: Ashgate, 2011), pp. 16 & 184.  Pulteney’s chantry was amalgamated with three 
others in 1391.  
19 Rousseau, Saving the Souls, p. 51. 
20 The civic dimension of Pulteney’s cathedral chantry was reflected by the attendance of the Lord Mayor and 
other civic office-holders at his annual obit, alongside cathedral clergy and the Master of St Laurence Pountney 
(London, Guildhall Library, MS 25271/35). 
21 William Dugdale, The History of St Pauls Cathedral in London From its Foundation Untill These Times 
(London: Thomas Warren, 1658), pp. 18-19. The image of the Virgin stood in the second bay west of the 
crossing, on the south side of the nave.  
22 The combined recitation of Salve regina with the penitential psalm De profundis, for instance, had been 
established before Pulteney made his will (John N. Dalton (ed.), Ordinale Exon, I (London: Bradshaw Society, 
1909), p. 29), although sufficiently recently as to suggest he was au fait with current liturgical innovations. 
23As at Eton College (founded 1440) and related foundations; also, Lincoln Cathedral (c. 1390), and Salisbury 
Cathedral, 1395 (Harrison, Music in Medieval Britain, pp. 82-4; Roger Bowers, ‘Lincoln Cathedral: Music and 
Worship to 1640’, in Dorothy Owen (ed.), A History of Lincoln Minster (Cambridge: CUP, 1994), pp. 47-76 at 
53). 
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in the most publicly visible space in St Paul’s;24  and his chantry college probably served as a model 
for later metropolitan collegiate foundations, most notably Whittington College, founded in 1424 
from the estate of a yet more prosperous Lord Mayor.25  When Roger Cloville set up his Salve fund at 
St Magnus the Martyr, a few months after Pulteney’s will was drafted, he took the process a step 
further: the Cloville bequest acted as the core of a collectively endowed institution located within 
and serving the spiritual interests of the parish church. A series of testamentary bequests followed 
suit, putting the Salve fund on increasingly solid institutional footings: by September 1349 the Salve 
fund could be described as a fraternity, and the antiphon as ‘accustomed’ (suggesting it pre-dated 
Cloville’s bequest); at least eight further bequests were made to the Salve guild during its first 
century (see Table 1); by the 1540s, the much-rebuilt church had acquired a collegiate-style cloister 
on its riverine south side.26  Like Pulteney’s chantry at St Paul’s, the Salve guild was still in business 
until its dissolution in 1548,27 and it spawned several imitators. 
 
 
Table 1: Bequests to Salve funds by Londoners, 1348-143728 
 
William Palmer, bladesmith (will, 14 February 1348): burial in St Sepulchre, Newgate; bequest for 
tapers in St Katherine’s chapel, St Bartholomew’s Hospital, to burn each night during the 
singing of Salve regina 
Sir John Pulteney/Neale, mayor of London (will, 14 November 1348):29  chantry in St Paul’s 
Cathedral: three priests, singing Lady Mass and Office of the Dead; 20s. given annually to the 
almoner for summer vestments for the choristers, so that they sing daily after Compline an 
antiphon cum nota and prayers for the dead in his chantry chapel. 
                                                 
24 This suggests some intriguing (if speculative) parallels between Westminster Abbey, another great church  
reconstructed in the thirteenth century, whose popular chapel of St Mary le Pew was located next to the 
chapel of St John the Baptist, the dedicatee of Pulteney’s chapel in St Paul’s; on the iconographical relationship 
between the Westminster chapel and the late-fourteenth century Wilton Diptych, see Lisa Monnas, ‘The 
furnishing of royal closets and the use of small devotional images in the reign of Richard II: the setting of the 
Wilton Diptych reconsidered’, in Fourteenth-Century England III, ed. W. Mark Ormrod (Woodbridge: Boydell, 
2004), pp. 185-206. 
25 Whittington College also maintained a publicly venerated Salve ceremony, and Whittington’s executors also 
devoted a portion of his estate to the endowment of a chantry at St Paul’s (in this case, the augmentation of 
an existing chantry: Rousseau, Saving the Souls, p. 76). 
26 In May 1548 Dr Richard Langridge, archdeacon of Cleveland, ‘did wilfully lepe’ out of the cloister to his death 
in the Thames (C. L. Kingsford (ed.), ‘Two London Chronicles from the Collections of John Stow’, Camden 
Miscellany, xii, Camden Society 3rd series, xviii (London, 1910), p. 44). 
27 C. J. Kitching (ed.), London and Middlesex Chantry Certificate 1548, London Record Society, 16 (1980), §25 
(St Magnus, Salve regina fraternity: income £49) & §108 (St Paul’s, Pulteney chantry: income £47, out of which 
£1 continued to be paid to the choristers). 
28 Sharpe, Calendar of Wills, I, pp. 538, 585, 587-8, 609, 641 & 672; II, pp. 106, 157, 114, 165, 173, 187, 225, 
294, 300, 338, 389, 484, 496 & 550. 
29 London Metropolitan Archives, CLA/023/DW/01/077, #180. 
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Roger Cloville, chandler (will, 6 May 1349; proved 11 June): burial in St Magnus the Martyr, London 
Bridge; bequest to the service of the antiphon Salve regina and for the maintenance of a 
chaplain for that antiphon in St Magnus church. 
Stephen Lucas, stockfishmonger (will,  12 April 1349; proved 20 July): annual rent of half a mark 
(i.e., 6s. 8d.) to support Salve in St Magnus the Martyr. 
 Hugh Robury, glover (will, 14 September 1349): burial in St Magnus the Martyr, where he set up a 
chantry; bequest to the fraternity of St Magnus for celebrating Salve regina in the accustomed 
manner.30 
John Causton, mercer (will, 30 July 1353):31 chantry priest to attend daily at canonical hours and all 
divine service in St Mary at Hill, and every day to be in the same church ‘after evensong at the 
tyme of syngyng of Salve Regina and that he syng the same or elles help the Syngers after his 
cunnnyg in the honour of our blessed lady the virgyn’ (singulis diebus in eadem ecclesia post 
vesperas hora decantationis Salve regina & illam decantet seu illam decantantes adiuvet pro 
posse in honore dicte virginis gloriose). 
Hugh Peyntour of London (will, 11 June 1361): bequests to several lights in St Giles Cripplegate, 
including ‘painters’ light’ in Lady Chapel and ‘the light called Salve’. 
John Wendelyngburgh, ‘pouchemaker’ (will, 20 November 1380): burial in St Botolph without 
Aldersgate, and bequests for tapers in the chapel where the antiphon Salve regina is sung.  
John Clenhond (will, 14 June 1390): burial at Whitefriars; bequest to clergy of St Bartholomew the 
Little for saying prayer Inclina Domine…pro anima famuli tui Johannis etc. daily after Lady 
Mass and Salve regina.  
John Pountfreyt, saddler (will, 19 October 1398): burial in St Bennet Gracechurch; bequeathed 
property to fund Salve regina and a light to the Virgin Mary. 
Henry Payn, ‘foystour’ (will, 26 August 1410): burial in St Alban Wood Street; bequest to rector and 
churchwardens to maintain lights and pay annual sum in support of Salve regina or other 
antiphon.32 
Richard Osborn (will, 16 January 1437): burial in St Michael Bassishaw; bequest to fund light before 
image of the Virgin Mary when Salve regina is sung.33 
 
                                                 
30 Further bequests to the Salve regina fraternity: Andrew Cros, fishmonger (1349); Thomas Gauder, purser 
(1369); Robert Rameseye, fishmonger (1373); John Potman, fishmonger (1374), Henry Bosoworthe, vintner 
(1376); Henry Hale, fishmonger (1377); John Rous, fishmonger (1382); Nicholas Brandon, stockfishmonger 
(1391); Andrew Hunte, girdler (1440). 
31 London Metropolitan Archives, CLA/023/DW/01/081, #71; transcription from 1486 in Henry Littlehales (ed.), 
The Medieval Records of a London City Church: St. Mary at Hill, 1420-1559, Early English Text Society, 105 
(London, 1904), p. 4.  
32 An anthem was sung before the rood during Lent until 1548 (Kitching, #57). 
33 A light for ‘anthem time’ was still provided in 1548 (C. J. Kitching (ed.), London and Middlesex Chantry 
Certificate 1548, London Record Society, 16 (1980), §74). 
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A national tradition, 1349-1549: two case studies 
 
If the years around 1340 marked a decisive moment and London the crucial place for the emergence 
of a national tradition before the Black Death, the cause was probably the outbreak of the Hundred 
Years War in 1337.34 Clive Burgess has convincingly placed the foundation of royal colleges at 
Westminster and Windsor in August 1348 by Edward III within the context of his dynastic claim.35  
Plantagenet imitation of French royal  ‘sacral posturing’, not least in cultivating a privileged 
intercessory relationship with the Virgin Mary, served both to enhance Edward’s dynastic status and 
to rally pious national sentiment around his French claim – a policy apparently vindicated by his 
military victories, particularly the seemingly decisive encounter at Crécy in 1346.  St Stephen’s and St 
George’s colleges proved hugely influential in the long term, establishing a model for subsequent 
collegiate foundations and also setting architectural trends, not least because the long Anglo-French 
dynastic stand-off allowed Edward’s model of an institutional militia Christi to take root and 
propagate.36 The Salve guild at St Magnus the Martyr, established near-simultaneously at the most 
important entry to the City of London, also reflected the same spirit of pious self-confidence; it too 
would prove highly influential. 
 
The patterns of endowment and benefaction we have seen at work in pre-plague London set the 
template for the concerted augmentation of worship until the 1540s. For two centuries, ritual 
splendour was cultivated through the establishment of confraternities, the deployment and 
adaptation of chantries and, less frequently, the foundation of collegiate churches.  Several factors 
encouraged the spread of this culture from London to the provinces: the tendency of wealthy 
Londoners to maintain contact with the provincial communities from which so many of them had 
sprung; the seasonal migration of nobility and higher clergy between the capital and their country 
                                                 
34 At this time, in a separate but related development John Grandisson, bishop of Exeter, provided for the 
singing of Mater ora filium each evening by the two clerks keeping night- watch in the collegiate church of 
Ottery St Mary (1337); the same antiphon was also appointed at Sibthorpe, Notts, and Cotterstock, Northants 
(both 1342-3) (Harrison, Music in Medieval Britain, p. 86). 
35 Clive Burgess, ‘St George’s College, Windsor: context and consequence’, in N. Saul (ed.), St George’s Chapel 
Windsor in the Fourteenth Century (Woodbridge: Boydell, 2005), pp. 63-96, at 63-71; W. Mark Ormrod, Edward 
III (New Haven & London: Yale UP, 2011), pp. 299-321; more generally, Graham E. St John, ‘War, the church, 
and English men-at-arms’, in Fourteenth-Century England VI, ed. Chris Given-Wilson (Woodbridge: Boydell, 
2010), pp. 73-93; and David Green, ‘National identities and the Hundred Years War’, ibid., pp. 115-30. 
36 For instance, at the Yorkist collegiate foundation of Fotheringhay (Northants): Clive Burgess, ‘Fotheringhay 
Church: conceiving a college and its community’, in The Yorkist Age, ed. Hannes Kleineke & Christian Steer, 
Harlaxton Medieval Studies (Donington: Shaun Tyas, 2013), pp. 347-66 at 350; also John A. A. Goodall, ‘The 
Aerary Porch and its Influence on Late Medieval English Vaulting’, in St George’s Chapel Windsor, pp. 165-202. 
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seats; and the wide reach of the religious orders.37  A series of Benedictine general chapters, for 
instance, was held in Northampton during the fourteenth and fifteenth centuries.38 This was a 
conveniently located market town, with roads radiating to London (via Dunstable and St Albans), 
Bedford, Peterborough, Leicester, Coventry and Oxford; the Cluniac priory of St Andrew provided a 
neutral meeting place for abbots of more prestigious houses. At one of these general chapters, held 
in 1343, the singing of an antiphon and collect to the Virgin Mary each evening was mandated 
throughout the Benedictine order.39 Given that the larger Benedictine houses had already 
maintained the Salve ceremony since the mid-thirteenth century, this decision looks like a re-
affirmation of existing intercessory practices in the light of the king’s on-going dynastic campaign.  
 
Medieval inhabitants of Northampton were presumably accustomed to periodic influxes of mitred 
abbots and other clerical dignitaries processing to the precincts of St Andrew’s Priory, an intra-mural 
enclave at the north end of town.  It may no coincidence that the townsfolk adopted the Salve as a 
devotional practice in the main civic church, All Saints in foro, during the fourteenth century.  
Evidence for this comes in the 1388-9 chantry certificate where the devotional purpose of the 
church’s Mary guild was described in detail.40 Before the accession of Edward I in 1272, the guild had 
been established in order to support a chaplain who said Mass of Our Lady daily at dawn in the Lady 
chapel of All Saints; the Mass included prayers for the king and his estate and was followed by a 
memorial of the Holy Ghost and the Virgin; one of its explicit purposes was to allow visitors to (and 
travellers from) the town a chance to hear mass. Burgeoning membership and increased income 
during the reign of Edward I (1272-1307) allowed a second chaplaincy to be created; and this 
prosperity continued into the reign of his grandson (1327-77), during which a third priest was 
appointed who said a mass between eleven o’clock and midday. Special prominence was given to 
the veneration of Thomas Becket (whose trial had taken place in Northampton Castle in 1164), but 
of particular interest here are the provisions for the guild’s daily Salve: 
And each evening at sunset, moreover, in honour of the said glorious virgin a certain 
antiphon, Salve regina, is solemnly sung with its customary versicles and prayers; and 
after that antiphon another is sung each evening with polyphonic voice, with the 
blowing of organs, and with great solemnity; a large multitude of people gathers at 
these antiphons. 
                                                 
37 David Lepine, ‘“Loose Canons”: the mobility of the higher clergy  in the later Middle Ages’, in Freedom of 
Movement in the Middle Ages, ed. Peregrine Horden, Harlaxton Medieval Studies, 15 (Donington: Shaun Tyas, 
2007), pp. 104-22. 
38 W. A. Pantin (ed.), Documents Illustrating the Activities of the General and Provincial Chapters of the English 
Black Monks, 1215-1540, II, Camden Society, 3rd series, 47 (London: 1933), pp. 3-4. 
39 Pantin, Documents, p. 33. 
40 National Archives C 47/45/383: Fraternitas sancte marie in capella beate marie infra ecclesiam omnium 
sanctorum northamptoniae. 
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Et insuper qualibet nocte circa solis occasum in honore dicte virginis gloriose 
solempniter cantata quedam antiphona videlicet Salue Regina cum versibus et 
orationibus consuetis et post illam Antiphonam quedam alia antiphona qualibet nocte 
cum voce organica, sufflacione organorum et magne solempnitate cantata ad quas 
quidem antiphonas copiosa gencium concurrit multitudo. 
 
Although its date of inception is unspecified in the guild certificate, we can assume that this practice 
had begun several years or decades before the document was drawn up.  This is one of the most 
illuminating accounts of the context and rationale of an English Salve ceremony before 1400 but, 
misleadingly truncated in Herbert Westlake’s classic study of parish guilds, it has generally been 
unnoticed in musicological studies.41  This is regrettable, because it clearly attests to the spread of 
the polyphonic nightly Salve outside the capital, outside the religious orders, and sponsored by a 
Marian fraternity resembling the Salve guild at St Magnus the Martyr; it gives rare evidence for the 
use of the organ during such devotions even if, for lack of surviving musical sources, we can only 
guess what kind of music the organist played.  Perhaps most importantly, in terms of this present 
discussion, it illustrates the evangelistic value of polyphonic music within the cult of the Virgin Mary: 
given the guild’s stated purpose of providing conveniently-timed sacramental ministry to workers 
and wayfarers, the flocking of worshippers to its daily Salve was no accident. 
 
The certificate of 1388-9 also gives a glimpse of the interaction between courtly and provincial forms 
of piety. Towards the end of their certificate, the Mary guild’s wardens noted that land to an annual 
value of 40s had been donated by William Wykeham, Bishop of Winchester and one-time Lord 
Chancellor.  This gift was probably made at the time of the Northampton Parliament of 1380,42 when 
Convocation met in All Saints church in order to pass the ill-fated taxation that was to be collected 
the following year.43  Wykeham attended this meeting (two of his episcopal instruments were dated 
at Northampton), which would have enabled the guild’s wardens to seek the patronage of this 
leading political churchman:44 like other Convocation members, Wykeham would no doubt have 
attended services at All Saints, including its Marian concerti spirituali.  
 
                                                 
41 Herbert F. Westlake, The Parish Gilds of Mediæval England (London: SPCK, 1919), pp. 221-2. 
42 Wykeham had enjoyed a fleeting tenure as Archdeacon of Northampton in 1363 (collated 26 April, but then 
exchanged for the archdeaconry of Lincoln in May: H. P. F. King, Fasti Ecclesiae Anglicanae 1300-1541, I: 
Lincoln Diocese (London: IHR, 1962), p. 10), but he is unlikely to have made landfall in Northampton during this 
short time (although his successor, William Asckeby of St Andrew’s Priory, was among those attending upon 
him at his enthronement as bishop of Winchester in June 1368). 
43 T. F. Kirby, Wykeham’s Register, 2 (London: Simpkin, 1899), p. 590. 
44 Kirby, Wykeham’s Register, pp. 322-3 (12 and 16 November 1380). 
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Like his senior episcopal contemporaries, he made provision for the Salve, in Wykeham’s case 
through his influential set of collegiate statutes for New College, Oxford (issued 1400).45 But bishops 
and cathedrals were followers, not setters, of fashion: with the possible exception of St Paul’s, 
cathedrals appear to have incorporated nightly Salve ceremonies into their customs late in the 
fourteenth century, after the practice had been modelled elsewhere, including at parish churches 
like All Saints, Northampton.  Perhaps the most important single agency for the dissemination of 
Salve culture was the king and his household.  Although it later became a political backwater, 
Northampton was well positioned in the fourteenth century to adopt and disseminate royal 
devotional models.  The town was still used as a regular stop-over by Edward III until 1363 and, as 
we have seen, Northampton hosted the Poll Tax Parliament of 1380; the royal castle continued to be 
used as a royal residence during the fourteenth century, most notably in April-May 1328, when 
parliament passed the Anglo-Scottish Treaty of Northampton, and in 1353, when the royal 
household was in residence from 19 September until 7 December.46  The format of the Northampton 
Salve ceremony arguably shows royal influence. In 1388-9, two antiphons were sung each evening: 
Salve regina and then ‘a certain other antiphon’ (quedam alia antiphona).47 By 1535 this second 
antiphon (or ‘latter Salve’) was sung at a different station, before the image of the five wounds 
which hung in the nave of the church, physically distinct from the Lady chapel in the south-east 
aisle.48 The station for this second antiphon echoes those chosen for Jesus antiphons in the late 
fifteenth and early sixteenth centuries;49 but a precedent for reciting compound votive antiphons 
can be found in the Liber Regie Capelle, which records the recitation of daily memorials to the Holy 
                                                 
45 See n. 24 above.  Statutes of the Colleges of Oxford, I (London: HMSO, 1853), p. 78. 
46 Ormrod, Edward III, pp. 203, 612-627. Northampton Castle was slighted on the orders of Charles II in 1662, 
and its remnants almost completely erased by the London & North Western Railway company in the 1860s. 
47 Although unspecified in the 1388-9 guild certificate, this second antiphon was implicitly addressed to the 
Virgin Mary; this is confirmed as late as 1535 when one William Bounde, a pious and affluent fishmonger, 
requested burial in the Lady chapel at All Saints, endowing the guild with properties worth 40s p.a. to pay fees 
to the ‘twoo Clerks & foure Childern which shall synge the latter Salve before the fyve woundes in the Churche 
of All Saintes’ and to provide them with lights and surplices (National Archives, PROB 11/25/379; 2 August 
1535, proved 10 September 1535). This small number of singers would appear to constitute a sub-set of the 
full choir, 
48 Will of John Saltar, 15 January 1523-4 (National Archives, PROB 11/21/255: requesting burial in the ‘mydle 
ile of Alhowen before the picture of the v wounds’). It is unlikely to have been a Jesus antiphon, however, as it 
continued to be sponsored by the Guild of Our Lady, rather than the church’s Guild of the Rood (R. M. 
Serjeantson & H. Isham Longden, ‘The parish churches and religious houses of Northamptonshire: their 
dedications, altars, images and lights’, Archaeological Journal, 70 (1913), pp. 217-452 at 374). 
49 For instance at Newark (1523), in emulation of St Paul’s Cathedral and St George’s, Windsor (Roger Bowers, 
‘The music and musical establishment of St George’s Chapel in the 15th century’, in St George’s Chapel, 
Windsor, in the Late Middle Ages, ed. Colin Richmond & Eileen Scarff (Windsor: Dean & Canons of Windsor, 
2001), pp. 171-214 at 194 n. 114). Note this later, but directly comparable, seeding of metropolitan models in 
provincial Nottinghamshire, by Thomas Magnus, Canon of Windsor. 
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Trinity, St George and the Virgin Mary.50 Although compiled in the 1440s for Portuguese emulators, 
this source almost certainly bears witness to well-established royal ceremonials, and the veneration 
of the patriotic saint-at-arms, St George, alongside the ubiquitous Virgin Mary and the Holy Trinity, 
patron of the English Chapel Royal, is suggestive of Edward III’s court as the ultimate source. The 
taste for multiple antiphons was subsequently propagated in late-medieval collegiate foundations 
with strong courtly associations: for instance, at Pleshey College, founded in 1394 by Thomas of 
Woodstock, sixth son of Edward III;51 at Tattershall College, founded in 1439 by Ralph Cromwell, Lord 
Treasurer;52 and most spectacularly at Fotheringhay College, 50 km down the River Nene from 
Northampton, which was founded in 1411 by Edward, Duke of York, one of Edward III’s numerous 
grandchildren.53  
 
By virtue of their written codes of statutes, late-medieval collegiate foundations such as Pleshey, 
Fotheringhay and Tattershall document the circulation of cultural practices with great clarity. A 
glimpse of this process in action can be seen in a set of memoranda addressed to (and answered by) 
Ralph Cromwell concerning Tattershall College; he instructed that the almshouse be modelled on 
that of Whittington College, London, and that the college statutes in general be ‘advised of all 
thordinaunces of the colleges of Manchestre, Westmynstre and of ffodringay & other places’.54  In a 
polity as centralised as England, courtly and metropolitan cultures cast long shadows, and collegiate 
foundations were one of the most potent mediums through which prestigious models were 
emulated in the provinces. Having been adopted in most English dioceses from the thirteenth 
century,55 the Use of Salisbury had become by 1400 the near-universal liturgical order for such 
                                                 
50 Walter Ullmann, Liber Regie Capelle: a Manuscript in the Biblioteca Publica, Evora, Henry Bradshaw Society, 
92 (Cambridge, 1961), p. 58. 
51 National Archives, DL 41/10/44 (statutes, c. 1395), f. 5: antiphons recited in the dining hall to the Virgin Mary 
and to the Holy Trinity (dedicatee of the college). 
52 Maidstone, Kent History and Library Centre, U1475 Q21/1 (draft statutes, c. 1457), f. 4: antiphons to the 
Holy Trinity, St Sebastian and the Virgin Mary. 
53 A. Hamilton Thompson, ‘The statutes of the College of St. Mary and All Saints, Fotheringhay’, Archaeological 
Journal, 75 (1918), pp. 241-309 at 292-3: antiphons to St John the Baptist, St Edward the Confessor, the Virgin 
Mary, St Michael the Archangel, and Thomas Becket (statutes issued 1415).  
54 Maidstone, Kent History and Library Centre, U1475 Q20 (consultations with founder concerning the 
governance of Tattershall College, before 1456). Fotheringhay, Manchester and Whittington Colleges (founded 
1411, 1421-2 and 1423 respectively) served as recent models for medium-sized collegiate foundations; the 
relevance of St Stephen’s, Westminster (1348) reflected the enduring influence of its benefactor, Edward III. 
55 Nigel Morgan, ‘Books for the liturgy and private prayer’ in Nigel Morgan & Rodney M. Thomson, The 
Cambridge History of the Book in Britain, 2: 1100-1400 (Cambridge: CUP, 2008), pp. 291-316 at 297; Lady Mass 
and Requiem Mass at St David’s Cathedral followed the Sarum Ordinal from 1223; Bishop John Grandisson 
remodelled the worhip of Exeter Cathedral around Sarum Use from the 1320s (Pfaff, Liturgy in Medieval 
England, pp. 377, 388-411). A Missal bequeathed in 1270 to All Saints, Bristol, by its vicar William Selk were of 
the Use of Sarum (Sir John Maclean (ed.), ‘The will of William Selk, vicar of All Saints, Bristol, 1270’, 
Transactions of the Bristol and Gloucestershire Archaeological Society, 15 (1890-91), pp. 310-15, facsimile after 
p. 314). 
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foundations, even as far north as Middleham College (1478), deep in the northern province, where 
the Use of York survived until the Reformation. As permanent off-shoots of seasonally itinerant 
noble households (which would have followed royal preference for Sarum Use), such collegiate 
foundations could act as hubs for the onward local transmission of metropolitan practices and 
repertories: for instance, in 1473 at St John the Baptist, Peterborough, whose chant books were 
corrected against those used at Fotheringhay College, 17 km distant.56  
 
The usurpation of Edward, Earl of March, in 1461 had catapulted Fotheringhay into the front rank of 
dynastic seats; within months of Edward’s accession, grants were being made to the ‘King’s College’ 
whose status as a royal mausoleum was sealed with the transfer of Duke Richard’s remains from 
Pontefract, and their pompous re-interment at Fotheringhay in 1476.57 Following Henry Tudor’s 
accession in 1485, Fotheringhay Castle was made over the Elizabeth of York, but was much-used by 
the king’s mother, Margaret Beaufort, whose retinue occupied thirty-nine rooms there in 1506.58  
The manor of Collyweston, at the north-east tip of Northamptonshire 15 km from Fotheringhay, had 
belonged to Ralph Cromwell the founder of Tattershall College, but came into the hands of Margaret 
Beaufort in 1486.  She extended the village church with large lateral chapels and a west tower in 
1490s,59 and transformed the manor house into a palace where she received her niece and 
namesake there in July 1503, when the twelve-year-old bride of James IV broke her journey to 
Scotland.60  Accompanied by Henry and his court, Queen Margaret spent three days at Collyweston, 
a courtly spectacle for which Margaret Beaufort’s permanent chapel staff was augmented with 
singers from near and far. 61 These included John Pickering, a lay clerk of Tattershall College and one-
time chorister of St George’s, Windsor; Robert Cotterell, master of choristers at nearby Fotheringhay 
College, a composer educated at Eton College and King’s College, Cambridge; Leonard Patrick, from 
the parish of St Mary-at-Hill, London; and John Smith, a member of the Chapel Royal living in 
                                                 
56 ‘Item payd for correcting of a grayle at ffodrynghey xxd’ (W. T. Mellows (ed.), Peterborough Local 
Administration: Parochial Government before the Reformation: Churchwardens’ Accounts 1467-01573 with 
Supplementary Documents 1107-1408, Northamptonshire Record Society, 9 (1939), p. 12).  
57 Anne F. Sutton & Livia Visser-Fuchs with P. W. Hammond, The Reburial of Richard, Duke of York, 21-30 July 
1476 (London: Richard III Society, 1996); Calendar of the Patent Rolls Preserved in the Public Record Office: 
Edward IV, A.D. 1461-1467 (London: HMSO, 1897), pp. 192 (16 March 1462), 216 (11 August 1462), 431, 539. 
58 An Inventory of the Historical Monuments in the County of Northamptonshire, 6: Architectural Monuments in 
North Northamptonshire (London: Royal Commission on Historical Monuments, 1984), pp. 63-4. 
59 Inventory … Northamptonshire, pp. 30-36. 
60 Michael K. Jones & Malcolm G. Underwood, The King’s Mother: Lady Margaret Beaufort, Countess of 
Richmond and Derby (Cambridge: CUP, 1992), pp. 83-4; Pamela Tudor-Craig, ‘Margaret, Queen of Scotland at 
Grantham, 8-9 July 1503’, in The Reign of Henry VII, ed. Benjamin Thompson, Harlaxton Medieval Studies, 5 
(Stamford: Paul Watkins, 1995), pp. 261-79. Soon after Queen Margaret’s departure, Collyweston served as 
venue for the wedding (16 July) of Elizabeth Zouche and Gerald Fitzgerald, heir to the earldom of Kildare. 
61 Cambridge, St John’s College Archives, D91.20, pp. 104-6 (cofferer’s accounts, 7-12 July 1503).  
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Westminster.62 The progress of summer 1503 was an exceptional ceremonial opportunity, but at 
other times payments were also made by her cofferer to singers from distant places: for singing boys 
from Stoke-by-Clare College (Suffolk) and Tutbury Priory (Staffordshire) when Lady Margaret stayed 
at the Lincoln episcopal manor of Lyddington (Rutland) in October 1503; in January 1505 to Henry 
Orlow of Norwich, who later served as choirmaster of St Michael Cornhill, London; to singers from 
the household chapel of Thomas Howard, earl of Surrey, in November 1506; to William Crane, 
Robert Fayrfax and other members of the Chapel Royal at various times; and to the composer, 
Walter Lambe, of St George’s Chapel, Windsor, for ‘dyverse songs’ in 1502.63 Senior members of her 
permanent chapel staff were recruited from King’s College, Cambridge (the composer and DMus, 
Robert Cooper, and another composer, William/Thomas Farthing), and the Lady Chapel of 
Westminster Abbey (Thomas Watson, who became choirmaster of Boston’s Mary guild after 
Margaret’s death in 1509);64 choristers with changed voices were sent to collegiate grammar schools 
at Eton, Winchester, Tattershall and (another Northamptonshire institution) Higham Ferrers , and to 
the Charterhouse school in London.65  
 
The wide geographical spread of this network certainly reflects the political clout of Henry VII’s 
mother; but it also exemplifies the power of itinerant noble households as cultural conduits.  In the 
case of Lady Margaret Beaufort, under whom Collyweston became in effect a ‘seat of government in 
the midlands’, this facilitated rapid geographical transmission of musical repertories from metropolis 
to provinces.66  We can see how a composition by Walter Lambe, a Windsor musician with family 
connections in Arundel (Sussex), was copied for Margaret during one of her periods of residence by 
the Thames, and then incorporated into the working repertory of her chapel choir.  The number and 
quality of his compositions in the Eton Choirbook show Lambe to have been a composer of the front 
                                                 
62 St George’s Windsor, Aerery, XV.34.61 (treasurer’s roll, 1484-5); Maidstone, Kent History and Library Centre,  
U1475 Q 16/2 (Tattershall, receiver’s account, 1495-6); N. W. James & V. A. James (eds.), The Bede Roll of the 
Fraternity of St Nicholas, London Record Society, 39 (London, 2004), pp. 152, 154; Fiona Kisby, ‘A Mirror of 
Monarchy: music and musicians in the household chapel of the Lady Margaret Beaufort, mother of Henry VII’, 
Early Music History, 16 (1997), pp. 203-34 at 227; eadem, ‘The Royal Household Chapel in Early-Tudor London, 
1485-1547’ (PhD dissertation, Royal Holloway, London University, 1996), pp. 343-4, 489. 
63 Kisby, ‘Mirror’,pp. 223-5, 229-30; Cambridge, St John’s College Archives, D91.20, p. 119; James & James, 
‘Bede Roll’, pp. 210, 213. 
64 Kisby, ‘Mirror’, pp, 215-16, 221-2, 233-4; Roger Bowers, ‘The musicians and liturgy of the Lady chapels of the 
monastery church, c. 1235-1540’, in Tim Tatton-Brown & Richard Mortimer (eds.), Westminster Abbey: the 
Lady Chapel of Henry VII (Woodbridge: Boydell, 2003), pp. 33-57 at 51. Margaret Beaufort had maintained 
close links with Boston (Jones & Underwood, King’s Mother, pp. 125-36). 
65 Kisby, ‘Mirror’, pp. 217-18. 
66 Michael K. Jones, ‘Collyweston – an early Tudor palace’, in Daniel Williams (ed.), England in the Fifteenth 
Century: Proceedings of the 1986 Harlaxton Symposium (Woddbridge: Boydell, 1987), pp. 129-41 at 141. 
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rank,67 and it is not unlikely that his music was sung at Collyweston in July 1503, perhaps the five-
part Magnificat which survives in both Eton and the Carver Choirbook (which was copied in Scotland 
and whose English contents probably travelled north in Princess Margaret’s retinue).68 We can 
imagine John Pickering and Robert Cotterell taking copies of Lambe’s Magnificat back to Tattershall 
and Fotheringhay respectively, whence it could make its way into the repertories of other local 
choirs.69 The aristocratic domus could dramatically shorten cultural distances between metropolis 
and provinces. 
 
Such large-scale gatherings of singers for the purposes of dynastic display were characteristic of 
noble and royal households by 1500.  Margaret Beaufort’s ward, Edward Buckingham, duke of 
Buckingham, augmented his own household with musicians from far-flung institutions during the 
season of Christmas and Epiphany; these principal feasts fell during Buckingham’s periods of 
residence at Thornbury Castle (Gloucestershire), when the swollen ducal household would have 
worshipped in the recently rebuilt parish church of St Mary, to which a timbered cloister led from 
the adjacent castle. 70  The occasion was logistically demanding: the household chaplain John Barton 
spent much of Advent 1506 on horseback recruiting singers from near and far;71 having found their 
lodgings in town, the visitors would presumably have met with members of the duke’s chapel in 
order to rehearse the assigned chant and polyphony.  Unacquainted with each others’ singing styles, 
the men and boys of this ad hoc choir would have needed to work quickly in order to cohere as an 
ensemble; given the disparate sizes and styles of institution from which they came, the chosen 
repertory may not have been familiar to all of the singers who would therefore need to read, 
memorise and perform new music under pressure. This suggests a high degree of uniformity from 
one region to another, in terms of musical repertory, singing style and technical musicianship.72 It 
                                                 
67 Eton College, MS 178: Magnus Williamson (ed.), The Eton Choirbook: Facsimile with Introductory 
Study (Oxford: DIAMM Publications, 2010). 
68 Edinburgh, National Library of Scotland, MS Adv. 5.1.15, ff. 227v-230; Isobel Woods, The Carvor Choirbook 
(PhD dissertation, Princeton University, 1984), I, pp. 202-08. 
69 This is but one plausible scenario: Lambe’s compositions could also have been commissioned remotely: in 
1504 the dean of Margaret’s chapel, Henry Hornby, travelled to London, Windsor and the west of England 
(Jones & Underwood, King’s Mother, p. 169); this would have provided further opportunities to acquire 
repertory.   
70 Williamson, ‘Quadring Cows’.  
71 Barton may be associable with Dns John Barton, conduct of King’s College, Cambridge, between 1488 and 
1493 (A. B. Emden, A Biographical Register of the University of Cambridge to A. D. 1500 (Cambridge: CUP, 
1963), p. 42); membership of this accomplished and well-connected choir would have given him the 
experience undertake this peripatetic series of vocal auditions in December 1506. 
72 Similar interactions between an aristocratic household and local transmission networks can be seen in the 
records of the Manners earls of Rutland, who periodically drew upon local performing resources at Grantham 
and Newark during the 1540s (Williamson, ‘Liturgical polyphony’, pp. 28, 36-7); also, the earl of Oxford’s 
household chapel who sang to the king in May 1506, and whose musical repertory apparently reached 
collegiate foundations in Suffolk (James Ross, John De Vere, Thirteenth Earl of Oxford, 1442-1513: ‘The 
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also reveals one of the fastest ways by which repertory might percolate from courtly to provincial 
circles: for parish churches such as All Saints, Bristol, metropolitan archetypes were a visible and 
directly accessible yardstick against which they could gauge their cultural aspirations. 
 
Provincial networks 
 
The wealth and itinerancy of the senior peerage facilitated the circulation of musical repertories and 
working methods within and beyond courtly and metropolitan contexts. This provided one of the 
most effective vehicles for cultural dissemination, but not the only one: the professional migration of 
singers from one workplace to another, often bringing with them a bundle of music manuscripts, 
enabled repertories to be shared and musical methods to become standardised. In other cases, 
institutions might commission the composition or copying of polyphony, sometimes involving long 
journeys. In 1510-11 the churchwardens of Louth (Lincolnshire) paid for polyphony to be copied in 
York, over 100 km away.73 The Boston Mary guild, an institution with international horizons, paid for 
polyphony by Thomas Ashwell, at one time a lay clerk of nearby Tattershall College and instructor at 
Lincoln Cathedral but, at the time of copying (1521-2), cantor of Durham Cathedral Priory, some 280 
km away by road (but more easily reached by sea).74 As a musical patron, and as befitted a Scala 
coeli guild whose connections extended directly to Rome itself, the Boston Mary guild was perhaps 
the most outward-looking of all England’s parish guilds: it commissioned a new organ from the 
London builder Anthony Duddington in 1519-20, and it looked to East Anglia, London and the 
midlands in search of visiting singers and permanent instructors, a geographical reach comparable 
with the duke of Buckingham’s;75 less happily for the Mary guild – but no less effective in terms of its 
likely impact on the circulation of repertory – were the periodic visits paid by choirmasters from 
                                                                                                                                                        
Foremost Man in the Kingdom (Woodbridge: Boydell, 2011), p. 217; Roger Bowers, ‘University Library, MS 
Buxton 96’ in Iain Fenlon (ed.), Cambridge Music Manuscripts 900-1700 (Cambridge: CUP, 1982), pp. 114-17); 
polyphony copied for the duke of Norfolk in February 1482 by John Gorham, master of the children at St 
Anthony’s Hospital, London, will presumably have made its way into East Anglia (Andrew Wathey, ‘Lost books 
of polyphony in England: a list to 1500’, [Royal Musical Association] Research Chronicle, 21 (1988), pp. 1-19 at 
15). 
73 ‘William Prince prest for songs prekyng at Yorke xvjd’ (Reginald C. Dudding (ed.), The First Churchwardens’ 
Book of Louth 1500-1524 (Oxford: OUP, 1941), p. 131. 
74 British Library, Egerton 2886, ff. 204 & 207; Bowers, ‘Lincoln Cathedral’, pp. 60-61. 
75 Egerton 2886, f. 24 (1514-15: Newark, Tattershall), f. 151v (1519-20: organ), f. 152v (1519-20: Walsingham), 
f. 234 (1522-3: Wisbech, King’s Lynn, Fotheringhay, Horncastle), f. 263 (1523-4: King’s Lynn, Hugh Aston of 
Leicester, Tattershall, St Paul’s Cathedral, Revesby, waits of London), and f. 296r-v (1524-5: trumpeters of king 
and earl of Arundel, John Nepe of St Paul’s). Lincolnshire Archives, Boston Borough 4/C/1/1, f. 24v (1525-6: 
earl of Arundel’s trumpeters at Corpus Christi, waits of Nottingham).  Robert Testwood, appointed choirmaster 
in 1524 after several other candidates had been considered, came from St Mary’s collegiate church, Warwick 
(National Archives, SC 6 Henry VIII 3730); his subsequent career took him to Cardinal College, Ipswich, thence 
to London, and finally St George’s, Windsor. 
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Oxford, Cambridge, the Chapel Royal and Cardinal Wolsey’s household in search of talented 
singers.76  
 
Boston’s wide cultural horizons were a legacy of its mercantile heyday around 1300, when it had 
acted as a principal entrepôt for wool exports from its midlands hinterland and the importation of 
goods, wine and foodstuffs from Gascony, the Low Countries, Germany and Scandinavia.77  Even as 
the town slipped during the fifteenth century from third to 22nd place among English towns in terms 
of taxable wealth (and from ninth to 32nd in terms of population), Boston maintained its role as a 
regional cultural hub, largely through the nationwide sale of indulgences by the Mary guild and the 
social cachet of the Corpus Christi guild.78 It seems likely that other large urban communities served 
as regional centres in the cultivation and circulation of polyphony, particularly where major religious 
guilds persisted as legacies of earlier (or continuing) prosperity: for instance, at Bristol, Coventry, 
Lynn, Northampton (see above), Norwich, York and, following their own peculiar institutional 
dynamics, the university towns of Oxford and Cambridge.79  Such local transmission networks, often 
hidden from historical view because of their informal modes of operation, are revealed when 
churches sought specific skills or resources that were not available locally: the purchase or copying 
of service books (when the local parish clerk lacked the necessary penmanship); the recruitment of 
the most capable parish clerks;80 the appointment of temporary clerks while potential appointees 
were being found;81  and the importation of new polyphonic repertory.  The churchwardens of Rye 
(Sussex) purchased a seven-part Mass at Cranbrook, 27 km away in the Wield of Kent, in 1515; on 22 
                                                 
76 Egerton 2886, f. 263 (1523-4: Richard Pygott: Wolsey’s household) and f. 299v (1524-5: William Crane, 
Chapel Royal); Boston Borough 4/C/1/1, f. 25 (1525-6: John Taverner of Cardinal College, Oxford). 
 
77 S. H. Rigby (ed.), The Overseas Trade of Boston in the Reign of Richard II, Lincolnshire Record Society, 93 
(Woodbridge: Boydell, 2005). 
78 Alan Dyer, Decline and Growth in English Towns, 1400-1640 (Basingstoke: Macmillan, 1991), pp. 64-74; S. H. 
Rigby, ‘Boston and Grimsby in the Middle Ages (PhD thesis, London University, 1982), pp. 386-92. 
79   
80 Lydd (1430-1): ‘paid Andrew Heyne for riding to Sandwich [57 km] to get a clerk there for the parish of Lyde, 
2s 6d’ (HMC, 5th Report (London, 1876), p. 517). Bridport (c. 1460): ‘For a man and his cost to Tawntone [55 
km] after the clerk, 16d’ (HMC, 6th Report, I (1877), p. 494).  In 1502-3, the churchwardens of Bassingbourn 
(Cambridgeshire) paid for ‘rydyng aboute this yere for a clerk’, entailing journeys to local villages Melbourn (7 
km) and Ashwell (9 km) as well as further afield to the local hub, Cambridge (22km), and twice to Fen Stanton 
(30 km); the clerk was appointed after an eight-day trial period ‘uppon lyking’ and proved successful, staying in 
post for 20 years and being entrusted with the copying of service books, including an expensive antiphoner 
(David Dymond (ed.), The Churchwardens’ Book of Bassingbourn, Cambridgeshire, 1496-c. 1540, 
Cambridgeshire Records Society, 17 (Cambridge, 2004), pp. 48, 251). 
81 Bishop’s Stortford (Hertfordshire), 1545x7: ‘Item payd to the clerke of Clare [40 km] for a rewarde, 2s … Item 
payd to one of Plesschy [25 km] on the Dedycacion Day, 12d’ (S. G. Doree (ed.), The Early Churchwardens' 
Accounts of Bishops Stortford, 1431-1558, Hertfordshire Record Publications, 10 (Hertfordshire Record Society, 
1994), p. 282). Pleshey College was dissolved in autumn 1546. 
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May 1549, a member of the Chapel Royal itself came to Rye with ‘songes’ unspecified.82  These must 
surely have been settings for the new vernacular liturgy which came into force on Whitsunday, less 
than three weeks later: the return of the Latin liturgy in 1554 would cause the parishioners of 
Banwell (Somerset) to seek help from a vicar choral of Wells Cathedral in 1554,83 just as the 
Elizabethan choir of Stratton church (Cornwall) would sing vernacular polyphony from Bodmin and 
St Ives, 50 km and 118 km distant respectively.84 
 
The topography of south-west England, particularly the Cornish peninsular, probably encouraged the 
development of regionally distinctive circulation networks and identities, compounded by linguistic 
difference in the case of Cornwall.85 Stratton parish provides an analogical example of regional 
circulation in a contract for the construction of new screens and lofts in 1531.86  The contract sets 
out in detail the work to be undertaken by the craftsmen John Dawe of Lawhitton (near Launceston, 
Cornwall) and John Pares of Northlew (Devon), and the models they were to follow.  In its general 
form, the work was to follow the roodloft at Saint Kew; the figures of Mary, Jesus and John were to 
be modelled on those at Liskeard; lateral screens, enclosing the choir stalls, were to be based on the 
parclose screen (‘interclose’) at Saint Columb Major; two dormer windows were to be set into the 
roof above the crucifix ‘after the fassheon of Saynt mary Weyke’ (Week St Mary); the new lofts, 
straddling the whole width of the church, were to provide a continuous walkway from north to 
south, a feature that characterises such screens in Devon and Cornwall; and, as part of the works, 
                                                 
82 Williamson, ‘Liturgical polyphony’, p. 38.  The diocese of Wells provides at least two comparable instances 
from 1549: Bridgwater (‘to John Filips for to ride to Wells [35 km] to know how the church should be 
used…and for certain songs’), and Yeovil (‘for the cost of John Stockwell and his horse ryding to Wells to see 
the Order and use of the Quyer and to provide Songes necessarie, iiijs … item the same John paid to the 
Master of the Children for carten songes, vs’ (Somerset Record Office, D/P/bw.m/4/1/45 & Yeovil 4/1/6, p.32). 
83 Banwell: ‘Item paid to William Parsons for .iiij. pricsonge bookes, iijs’; similar payments were made to 
Parsons in 1555, 1556 and 1557 (Williamson, ‘Liturgical polyphony’, p. 24). On William Parsons, better known 
for his metrical psalm settings, see Philip Oboussier, ‘Parsons, William’, in NG2. 
84 1563: ‘Paid to Petter Quyk & John Cleuedon for songes for the church þat thay bout at bodman, xvjd’; 1576: 
‘Paid to Nicholas Oliver of Sent Tives (St Ives) for a song of Te Deum, xij d’ (Edward Peacock, ‘On the 
churchwardens’ accounts of the parish of Stratton in the county of Cornwall’, Archaeologia, 46 (1880), pp. 195-
236 at 227, 229). Similarly, the Elizabethan townsfolk of Launceston (Cornwall) sourced their church music at 
Exeter (65 km) and Great Torrington (50 km) (R. Peter & A. B. Peter, The Histories of Launceston and Dunheved 
in the County of Cornwall (Plymouth: Brendon and Son, 1885), p.205 (1572): ‘To Mr Parre for songs he bought, 
iijs … for a song which I brought from Exeter, at the request of Mr Parre, xviijd … For a song of sixe parts, xijd … 
for a song of Magnyficat of .v. parts, xviijd’; p. 210 (1574): ‘for paper to pricke songes which were sent from 
Torrington, iiijd … Paid for pricking a Magnificat, a Nunc dimittis, an Antheme, and a Psalme, 5s’). 
85 The shipwrecked Vincenzo Quirini, writing back home to Venice in 1506, described the area around 
Falmouth as ‘a very wild place which no human being ever visits, in the midst of a most barbarous race, so 
different in language and customs from the Londoners and the rest of England that they are as unintelligible to 
these last as to the Venetians’ (Rawdon Brown (ed.), Calendar of State Papers Relating to English Affairs in the 
Archives of Venice, I, 1202-1509 (London: HMSO, 1864), §867). 
86 Cornwall Record Office, P216/25/215 (29 May 1531); modernized transcription in Michael Williams, 
‘Medieval English roodscreens, with special reference to Devon’ (PhD thesis, Exeter University, 2008), pp. 388-
91. 
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Dawe and Pares were also to restore the existing choir desks (‘sett the dexes of the quere ayen’) and 
install a platform ‘sufficyant for organs … by the advice of a organ maker’. 
 
The Stratton contract bears witness to the vitality of parish musical traditions on the eve of the 
Reformation, even in a small town of 400 communicants, such as Stratton.87  Dormer windows 
served to illuminate the figures of the rood, and also to give light to those singing the Passion 
narratives in the rood loft during Holy Week, a ritual enhancement symptomatic of musically 
ambitious parishes;88 the restoration of choir desks as part of the works testifies to their existence 
before 1531, and hence to the presence of a choir reading from desk books (this is confirmed by a 
parishioner’s gift to the church of a book of polyphony in lieu of a mortuary fee in 1526);89 likewise, 
the Stratton contract presupposes the presence of an organ as well as the expectation that it would 
be a permanent fixture standing on a purpose-built platform; and, more generally, the Stratton 
contract reflects the parish’s confidence in the future vitality and durability of a musical tradition 
worth substantial investment.90 At first sight, the contract also paints a picture of local emulation: 
with one exception, Liskeard, the models of the Stratton screen lie on or beside the A39, a much-
travelled road that led to the regional pilgrimage site at Hartland, and thence to Glastonbury. The 
Stratton contract seems to suggest highly localised cultural benchmarking, seemingly confirming the 
archaeological evidence of strongly regional screen types in the south west, and shaped largely by 
the practicalities of road travel. But were these influences as regionally located as we might assume? 
The wealthy benefice of St Columb Major was home to the largest chantry in Cornwall, founded for 
five priests by Sir John Arundell in 1428, as well as a Trinity guild and that emblem of fashionable 
early-Tudor piety, a Jesus guild.91 The grammar school founded by Thomasine Percival in Week St 
Mary in 1506 was a pious thank-offering by a successful native, and mirrored the chantry and 
grammar school founded by her third husband Sir John Percival, mayor of London, at Macclesfield 
                                                 
87 Lawrence Snell (ed.), The Chantry Certificates for Cornwall, Documents Towards a History of the Reformation 
in Cornwall, 1 (Exeter, 1953), p. 47. 
88 Williamson, ‘Liturgical music in the late medieval English parish’, pp. 210-13. The dormer windows would 
have been less useful at Matins early on Christmas morning, when the mimetic responsory Hodie nobis 
coelorum rex was sung by children in the loft. 
89 Peacock, ‘On the churchwardens’ accounts’, p. 208 (1526: ‘Item Mr Henry Raynols for a buck of pricksong for 
a grave, iijs iiijd’); on choir stalls and their interpretation, see Donald O’Connell, ‘Medieval choir stalls in parish 
churches’, in King's Lynn and the Fens: Medieval Art, Architecture and Archaeology, ed. John McNeill, British 
Archaeological Association Transactions, 31 (Leeds: Maney, 2008), pp. 230-46. 
90 Funds collected for the construction of the screen (noted on Cornwall Record Office, P216/25/215, dorse), 
amounted to £113. 
91 Nicholas Orme, A History of the County of Cornwall, II: Religious History to 1560 (Woodbridge: Boydell for 
IHR, 2010), pp. 171-3; Elizabeth A. New, ‘The Cult of the Holy Name of Jesus in Late Medieval England, with 
special reference to the Fraternity in St Paul’s Cathedral, London, c.1450-1558’ (PhD thesis, Royal Holloway, 
University of London, 1999); Jones & Underwood, King’s Mother, pp. 168-83. 
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(Cheshire) some 430 km from Week St Mary;92 Stratton also shared direct contact with Lady 
Thomasine, holding her month’s mind after her death in 1512.93  
 
 
 
 
Although fragmentary and unevenly distributed, the surviving sources of polyphony (and the 
surviving records of lost polyphony) also suggest a national musical culture.  The repertories of 
cathedral, monastic, collegiate and parish churches, as well as household chapels, are consistent at 
the turn of the sixteenth century: settings of the Mass Ordinary, Magnificats, votive antiphons, Lady 
Mass propers for either voices or organ, ritual polyphony for Christmas and Holy Week and, where 
appropriate, devotional songs for use outside formal worship. Surviving pieces seldom fall outside 
one of these categories: for instance, in the west-country Ritson manuscript which contains a 
macaronic setting of the Te Deum by Thomas Packe of Exeter Cathedral.94 This piece has defied 
contextualisation: according to one account it was intended for use ‘outside the cathedral 
altogether, since the singing of English in church could have incurred the suspicion of Lollardry [sic]’ 
while, for John Caldwell, it was ‘some kind of unofficial popular church music, tinged with a 
provincial accent, designed to bring the message of the hymn closer to simple people’.95 Ritson is 
also the unique source for Latin and vernacular compositions by Richard Smert (d. 1478x9), vicar 
choral of Exeter Cathedral, and John Trouluffe (d. 1473), who held sinecures in Cornwall.96   Like the 
contemporary ‘York Masses’, Ritson is less parochial than it first appears:97 ‘local’ works by Smert, 
Trouluffe and Packe mingle with compositions by the Kentish gentleman and cousin of Elizabeth 
Woodville, William Haute (1497), and some of the contents show an awareness of continental 
                                                 
92 P. L. Hull, ‘The endowment and foundation of a grammar school at Week St Mary by Dame Thomasine 
Percival’, Journal of the Royal Institution of Cornwall, n.s. 7 (1973); Arthur F. Leach, English Schools at the 
Reformation, 1546-8 (Westminster:  Archibald Constable, 1896), pp. 25-6. 
93 Peacock, ‘On the churchwardens’ accounts’, p. 202 (1513: Item for my lady parcyvale ys meneday to iiij 
preistes & for bred & ale, iis ijd’). 
94 British Library, Additional 5665, ff. 95v-106r (edition: Sandon et al, The Ritson Manuscript, pp. 68-81).  A five-
part refrain ‘Te Dominum confitemur’ (whose Tenor is the ornamented faburden melody) alternates with 
three-part and monophonic verses based on melodic paraphrase of the Te Deum proper chant with English 
text interspersed within the Latin (e.g., ‘Cherubyn et seraphyn incessabili voce proclamant and synge … Fiat 
misericordia tua Domine super nos: and kepe us from blame’). 
95 Sandon et al, The Ritson Manuscript, p. v; John Caldwell, The Oxford History of English Music, I: From the 
Beginnings to c. 1715 (Oxford: Clarendon, 1991), p. 189. 
96 Nicholas Orme, ‘The Early Musicians of Exeter Cathedral’, Music & Letters, 59 (1978), pp. 395–410. The 
Ritson scribe attributed some of these pieces almost dialogically to both Smert and Trouluffe, for instance the 
Christmas carol Soli Deo sit laudum gloria (ff. 16v-17r, at 16v): ‘Smert deu garde’ / ‘Trouluffe bon jour’.  
97 York, Borthwick Institute for Archives, MS Mus. 1 (edition: Theodor Dumitrescu (ed.), Fifteenth-Century 
Liturgical Music, VII: The York Masses, Early English Church Music, 52 (London: British Academy/Stainer & Bell, 
2010)). 
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idioms.98 We cannot therefore assume that Packe’s unusual Te Deum was a response to patterns of 
devotion that were specific to Exeter’s Cathedral community, given the paucity and uneven 
distribution of the surviving sources.99 
 
Surviving compositions have tended to be designated as ‘provincial’ when they originated outside 
London, the court and their high status satellites; where they enjoyed only localised circulation; and 
where they deemed to deviate from apparent (but usually illusory) stylistic norms.  A piece that falls 
foul of all three criteria is the four-part Dartmouth Magnificat, which was probably written around 
1480 by a chantry priest attached to St Saviour’s, Dartmouth, and was copied into the town’s 
Borough Court Book; its contrapuntal ‘ruggedness’ has been attributed to its provincial origins, 
rather than its relatively early date of composition.100  A similarly coarse-grained piece of polyphony 
sung at York Minster in the later fifteenth-century illustrates the weaknesses of stylistic evaluations 
in determining provincial status. A copy of the York antiphoner, copied c. 1480 for the chapel of St 
Michael and the Holy Angels at York Minster, contains in its flyleaves an anonymous four-part 
setting of the antiphon sung during the aspersion before High Mass, Asperges me;101 the polyphony 
was copied c. 1470 and subsequently bound into the antiphoner. One of several mid-fifteenth-
century settings, this Asperges travelled widely, a fact only revealed through the discovery of musical 
fragments during the last few decades: one of the three concordances (Beverley) probably 
originated in south-east Yorkshire; another was copied at Christ Church, Canterbury; although the 
                                                 
98 For instance, ‘My woeful heart’ (ff. 65v-66r), by a composer ‘fully immersed in the Continental tradition’, 
and Ave regina coelorum (ff. 58v-59r) which, although certainly English, is ‘curiously close to the manner of 
Busnois and Ockeghem’ (Caldwell, Oxford History of English Music, I, pp. 184, 186); Ritson also contains the 
Tenor part from the song Votre tres douce by Gilles Binchois, as well as Henry VIII’s well-travelled, Pastime 
with good company.  In the case of the York Masses, Dumitrescu has discerned previously undetected affinities 
with continental methods absent from the grandiloquent, and arguably atypical, style of the Eton Choirbook 
(Dumitrescu, York Masses, pp. xxix-xxxv).  On the Hautes: P. W. Fleming, ‘The Hautes and their “circle”: culture 
and the English gentry’, in Williams, England in the Fifteenth Century, pp. 85-102. 
99 Indeed, the surviving early-Tudor sources, dominated by three large-scale choirbooks, may give a 
substantially misleading picture of what constituted normative repertory for an early-Tudor choir: all three 
sources (Lambeth Palace MS 1; Eton College MS 178; Gonville & Caius College MS 667) were high-specification 
lectern books containing the most elaborate polyphonic show-pieces, and saved from destruction at the 
Reformation; the numerous workaday manuscripts listed in many late-medieval inventories were more readily 
discarded. 
100 Devon Record Office, S.M. 1981, ff. 3v-6r (edition: Thurston Dart (ed.), The Dartmouth Magnificat, Church 
Services 322 (London: Stainer & Bell, 1962)). Thurston Dart, ‘The Dartmouth Magnificat’, Music & Letters, 39 
(1958), pp. 209-17 at 217: ‘The polyphonic style is non-imitative, though there are traces of the use of a motto 
theme; more remarkable for ruggedness than for elegance, the music might have been thought a little 
provincial by a London musician. But it is well-wrought and elaborate, fit to stand by the music of other 
fifteenth-century Devon men like Smert and Trouluffe. The only other late fifteenth-century English settings of 
the Magnificat still surviving appear to be those in the Eton Choirbook, for use in a rich and royal foundation. 
The Dartmouth Magnificat fairly represents what the provinces could do.’ 
101 Arundel Castle, Archives of the Duke of Norfolk, s. s. (f. 2v has the contemporary ascription: ‘Iste liber 
pertinet ad capellam beate marie virginis et sanctorum angelorum et archangelorum Ebor’). 
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provenance of the fourth source is unknown, it also contains a setting of Descendi in ortum meum by 
John Dunstaple (d. 1453) as well as a five-part Gaude flore virginali, perhaps also by him.102 Judged 
by the same stylistic criteria as were applied to the Dartmouth Magnificat, therefore, the 
anonymous Asperges me would look and sound like a provincial piece; but its wide geographical 
circulation and its association in at least one of the sources with a front-rank composer tell a 
different story.  Indeed, the musical substance of this setting illustrates the potential for repertories 
to migrate beyond their institutional origins: the chant on which the setting is based is the Tone IV 
melody assigned to it in the Use of Sarum;103 the Use of York has a wholly different tune for this 
antiphon, in Tone VII, and would theoretically have been incompatible with the polyphonic setting as 
found in the two Yorkshire sources:104 a reflexion, perhaps, of liturgical latitudinarianism as well as 
wide geographical circulation. Although made with reference to the plastic arts, Nicholas Rogers’ 
observation that ‘regional origin was not synonymous with “provincial” quality in late medieval 
England’ applies also to the performing arts.105  
 
 
Resources and Capabilities 
 
It is a truism that the organ was a complex machine.106 This became increasingly true between the 
mid-fifteenth and the mid-sixteenth centuries, a seminal period in the development of the classical 
                                                 
102 Beverley, East Yorkshire Archives, DDHU 19/2 IV Bv (c. 1460); Canterbury Cathedral, Chapter Library, Add. 
128/65 [olim 128/4] (1450x70); London, British Library, Add. 54324 (c. 1475). Margaret Bent & Ian Bent, 
'Dufay, Dunstable, Plummer: a new source' Journal of the American Musicological Society, 22 (1969), pp. 394-
42; Nicholas Sandon, 'Fragments of medieval polyphony at Canterbury Cathedral' Musica Disciplina, 30 (1976), 
pp. 37-53 at 44-8. 
103 Nick Sandon (ed.), The Use of Salisbury, 1: The Ordinary of the Mass (2nd edn; Newton Abbot: Antico, 1990), 
p. 40. 
104 York Gradual in facsimile: David Hiley (ed.), Oxford, Bodleian Library, MS Lat. liturg. b. 5, Publications of 
Mediaeval Musical Manuscripts, 20 (Ottawa: Institute of Mediaeval Music, 1995), f. 54v. 
105 Nicholas Rogers, ‘Regional production’ in Richard Marks & Paul Williamson (eds.), Gothic: Art for England 
1400-1547 (London: V&A, 2003), pp. 94-7 at 96-7. The increasing importance of ‘lesser patrons, chiefly 
burgesses and gentry’, encouraged the development of regionally-based production whereby ‘even a glazier 
based in a more obscure location could have a widespread clientele’: the same social factors also impinged 
upon the cultivation of parish musical traditions. By the same token we might query Reinhard Strohm’s 
contention that, having been ‘remarkably uncentralized’ in earlier centuries, English musical culture became 
increasingly centralized in the fifteenth century under the increasing influence of secular authorities, such that 
‘the music of, say, Exeter Cathedral, had by c. 1500 become truly provincial, which it had never been in 
preceding centuries’ (Reinhard Strohm, ‘Centre and periphery: mainstream and provincial music’, in Tess 
Knighton & David Fallows (eds.), Companion to Medieval and Renaissance Music (London: Dent, 1992), pp. 55-
8 at 56-7); indeed, Strohm’s characterisation of English institutions as having constituted ‘a flexible network of 
musical practice’ is even more applicable after c. 1400 than beforehand. 
106 As in Diarmaid MacCulloch’s Trinity of ‘complicated machines’ that lay folk might ordinarily expect to 
encounter: the pipe-organ, the clock and the windmill (D. MacCulloch, Reformation: Europe’s House Divided 
1490-1700 (London: Allen Lane, 2003), p. 34). 
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organ and the consolidation of a specialist craft of organ-building.107 This, together with the 
increasing ubiquity of organs in churches of all categories, accounts for the regularity with which 
references to organs can be found in churchwardens’ accounts from the second quarter of the 
fifteenth century onwards. Quotidian maintenance was done locally where possible: being able to 
tune pipes, patch leaks and mend mechanical defects would have helped the employment prospects 
of the more ambitious parish musicians.108 But this was not always the case. Faced with persistent 
tuning problems in 1538, the parish of Dartmouth St Saviour’s first sought help from the parish clerk 
of nearby Brixham (10 km across the River Dart) before turning to the regional builder, William Gye 
of Ashburton (35 km upstream);109 parishioners from Great Dunmow (Essex) travelled to Saffron 
Walden in 1531 in order inspect their new organ as it took shape in the builder’s workshop;110 and 
the parishioners of Bodmin sent to London for a new organ in 1529-30.111  Occasionally, instruments 
were made or repaired by foreign builders: as at Louth, where a ready-made organ imported from 
Flanders in 1501 was set up in the rood loft a few years later;112 or Lydd, where a French craftsman 
spent three weeks repairing two instruments in 1532-3, assisted by English blowers.113 
 
While they looked further afield for the best builders, parishes also had to pull together in order to 
raise funds to buy an instrument: a late-medieval church organ would typically cost between £3 and 
£30, with a mean of £8-12.114 A three-year campaign at Holy Trinity, Cambridge, yielded 73s 8½d in 
                                                 
107 Peter Williams, A New History of the Organ from the Greeks to the Present Day (London/Boston: Faber, 
1980), pp. 59-96, especially 65-70.  Williams’s evidence applies mainly to the continent as English sources are 
less specific about the technical development of the instrument (but see Stephen Bicknell, The History of the 
English Organ (Cambridge: CUP, 1996), pp. 17-40. 
108 For instance, Banwell (1538-9): ‘Item payd to the clarke for the mending off the bellowse off the orgens, 
viijd’ (Somerset Record Office Banwell 4/1/1). 
109 Watkin, Dartmouth, I, p. 328; Alison Hanham (ed.), Churchwardens’ Accounts of Ashburton, 1479-1580, 
Devon & Cornwall Record Society, n.s. 15 (Torquay, 1970), pp. 4-104. For a Kentish equivalent, John Frensham, 
parish clerk of Rolvenden, was also an organ builder and consultant of regional standing (as at Bethersden, 
1519-20: ‘to the parissh clerk of Rollynden to se whether the orgonnys were well amended or not, xvjd’: F. R. 
Mercer (ed.), Churchwardens’ Accounts at Betrysden, 1515-1573, Kent Records, 5 (Ashford: Kent 
Archaeological Society,  1928), p. 80). 
110 Chelmsford, Essex Record Office, DCRO, D/P 11/5/1, f. 11. 
111 Orme, History of Cornwall, p. 80: its epic journey home took place in three stages: London to Fowey by sea, 
then upstream to Lostwithiel and then by road to Bodmin.  A two-volume ‘antyffanar’ bought for Lydd during 
the Marian restoration followed a similar odyssey: bought for 40s 8d at Charing Cross it was taken first to St 
Paul’s churchyard (presumably for binding or correcting), thence to New Fish Street, was shipped to Romney 
and then taken to Lydd by road (Finn, p. 412). 
112 Dudding, First Churchwardens’ Book, p. 111 (1508-9). 
113 Arthur Finn (ed.), Records of Lydd (Ashford: privately published, 1911), pp. 362-3: ‘Item to a frenche man for 
mendyng of .ij. payre of orgaynes [he was paid 20s plus 5s board and lodging at 20d per week] … Item payde to 
Clement Grenewey and Pyck’s lad for blowing of the orgayns to the organ maker, vd’. 
114 Bicknell, History of the English Organ, pp. 22-5. The organ made by Laurence Playssher for Exeter 
Cathedral’s pulpitum in 1513-14, costing in excess of £164, must have been exceptionally large: Exeter’s 
seventeenth-century instrument had a prodigious rank of 20’ pipes; this was twice the length of any other stop 
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1518-19, when each household hosted a fund-raising event; the following year a further £5 7s 10d 
was gathered in the same way, while 8s was raised from sale of ‘the olde Orgon pypis’ and 12s 
donated by St Katherine’s guild such that the final sum settled in 1520 was £9.115 This method was 
used at Great Dunmow in 1531, where a similar fund-raising effort had facilitated the completion of 
the steeple five years earlier; carefully listed in the churchwardens’ account book, ready for public 
recitation during the parish audit, are the names of each householder, and their donations ranging 
from 1d to 20s.116 In the same year, the parishioners of Louth raised £22 through a combination of 
collective fund-raising, loans from parish guilds, and a pious individual donation from a Norfolk cleric 
(born in Louth) who brokered the contract with the builder, William Betton of Lynn:117 the over-
excited memorandum recording this event in the churchwardens’ accounts emphasises the 
‘vertuouse intent’ of the townsfolk, the pious motivations of the community and the collective 
means by which the work was accomplished.118 Some donors may have given more cheerfully than 
others, but such enterprises suggest that the buying of expensive instruments was a source of 
spiritual benefit and an expression of civic pride.119 
 
Constructing an organ was a fixed-term project: although costly, it had a fixed budget, an agreed 
installation timescale, and a clear outcome. Once installed, the instrument would constitute a visible 
ornament to the church’s fabric, even when not being played (that is, for most of the time).  
Sustaining a thriving culture of musical performance created altogether different challenges in terms 
of recruiting the most capable musicians, paying their salaries year on year, and enhancing the 
                                                                                                                                                        
in England until the 1830s, and probably a legacy of Playssher’s instrument (Bicknell, History of the English 
Organ, pp. 37-8, 84). 
115 Cambridge Record Office, P22/5/1, f. 59 (‘Item Resceyued of money gadered among the parisshe at 
meatynges in euery man house within the said parisshe to be applied towards the bying of a payer organs’) & 
ff. 61-62. 
116 Chelmsford, Essex Record Office, DCRO, D/P 11/5/1, f. 11v passim (150+ donors are listed); like the 
Cambridge organ, this cost £9. 
117 Lincolnshire Archives, Louth St James Parish 7/2, f.19v. 
118 Magnus Williamson, ‘The role of religious guilds in the cultivation of ritual polyphony in England: the case of 
Louth, 1450-1550’, in Kisby (ed.), Music and Musicians in Renaissance Cities and Towns, pp. 84-93 at 88; in 
1535-6 a surplice was made for ‘strange syngyng men when they cum to sett in the quere to the honour of 
God and the honeste of the towne’. 
119 Likewise, the cultivation of choral polyphony in church was frequently overseen by civic bodies. The Lydd 
corporation purchased organs for the local parish church in the 1420s and again in 1463 (Finn, Records of Lydd, 
pp. 33 & 211); the  mayor and burgesses of Nottingham controlled appointment of Thomas Gibbonson as 
warden of St Leonard’s Hospital and cantarist of Lady Mass at St Mary’s in 1521 (his duties included singing ‘les 
Salveys sive Antiphona cotidiano in superpellicio’: W. Henry Stevenson & J. Raise (eds.), Records of the 
Borough of Nottingham, III, 1485-1547 (London: Quaritch, 1885), pp. 152-3; the same terms were agreed when 
a successor was appointed in 1534 (ibid., p. 442); by 1478 the mayor and burgess of Launceston employed 
‘syngyngmen, sometym priests sometyme laymen, sometyme bothe, for the fornys [furnishing] of theyr 
queare yn the chourche, as yt ys mayntayned at this presentt with laymen and chyldren’ (R. Peter & A. B. 
Peter, The Histories of Launceston and Dunheved in the County of Cornwall (Plymouth: Brendon and Son, 
1885), p. 303); the Dartmouth Magnificat, it will be recalled, was copied into a borough record book. 
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institutional infrastructure (through improved schooling, creation and adaptation of chantry and 
stipendiary posts, and the endowment of permanent revenues).120 By the turn of the sixteenth 
century, the majority of England’s 9,000 parish churches owned an organ, if the sample of surviving 
churchwardens’ accounts is broadly representative; a few hundred parishes would have had the 
means to cultivate polyphony, in most of these cases sustained or augmented by intercessory 
institutions (guilds, services, chantries); pockets of data from Kent suggest that parish choirs could 
also draw upon unpaid volunteers from among the parishioners - some of them proved less-than-
willing  during the 1550s.121 Where parishes supported polyphonic music this was typically, if not 
invariably, achieved through the aggregation of autonomous institutions; this model of organization 
was inherently piecemeal, and entailed interactions between different agencies, between different 
kinds of agency, and between corporate bodies and individual benefactors. 
 
Through the aggregation of a series of individual institutions a parish church might become quasi-
collegiate.  The foundation of a college at All Saints, Northampton, by letters patent in 1460 
rationalised the existing body of guild and chantry clergy.122 Initiated by the vicar, Dr William Breton, 
the process was merely a legal confirmation of de facto collegiate status: the team of clergy already 
existed, they already lived in a single dwelling, and they already observed ‘divers statutes, 
ordinances and laws’.  In effect, All Saints was a communally founded college avant la lettre, a fact 
reflected in vernacular usage which applied the word ‘college’ to church with large numbers of 
secular clergy regardless of their formal constitutions.123  The hospital of St Thomas Acon in London, 
placed under the supervision of the mayor and corporation in 1327, had enjoyed a close association 
with the Mercers’ Company since the early thirteenth century.124 Under the dynamic master of St 
Thomas, John Neel (d. 1463), there was a phase of intensive co-operation between the hospital and 
the Mercers, who furnished their own chapel within the hospital in 1447.  At the same time, citizens 
began to invest in the chapel’s ritual infrastructure, with a series of piecemeal, but strategically 
driven, bequests for endowed choristerships. The first was William Olyver, who in 1432 left 
properties to support ‘Olyver’s Querestre’;  in 1453 William Weste, marbler, left funds to support a 
                                                 
120 I have considered this issue in ‘The role of religious guilds’ and, with regard to less affluent contexts, 
‘Quadring cows’ (see above, n. 4). 
121 Williamson, ‘Quadring cows’. 
122 R. M. Serjeantson & W. R. D. Adkins (eds.), A History of the County of Northampton, 2 (London: Archibald 
Constable, 1906), pp. 180-81. 
123 In his description of Queen Margaret’s nuptial progress of 1503, John Leland recounts her being met by ‘the 
Colledge’ at Grantham, Newark, Pontefract and Newcastle (Thomas Hearne (ed.), Joannis Lelandi Antiquarii de 
Rebus Britannicis Collectanea, IV (London: Benjamin White, 1774), pp. 268-77).  Only at Pontefract was there a 
formally constituted college: Grantham, Newark and Newcastle merely hosted large numbers of chantry and 
guild chaplains. 
124 John Watney, Some Account of the Hospital of St Thomas of Acon in the Cheap, London, and of the Plate of 
the Mercers’ Company (London: Blades, 1892), pp. 7-8.   
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chorister, no older than eight years old, to attend divine service; and in the same year Sir Henry 
Frowyk, mercer (and Lord Mayor in 1435 and 1444), left properties in All Hallows Bread Street to 
fund a chantry whose incumbent was to educate two boys (‘choristas sive paraphonistas’) to be 
known as ‘Frowyk’s Chorister’ and ‘Olyver’s Querester’.125 The next endowment of this kind followed 
several decades later when Richard Hyll, son of a former Lord Mayor, bequeathed funds to erect a 
new altar of the Virgin Mary and St Thomas of Canterbury, as well properties to endow five 
‘queresters’ and a Jesus Mass (to be sung by the hospital’s lay clerks in the form used at St Paul’s 
Cathedral); each evening after the singing of Salve regina, accompanied by one of the clerks, Hyll’s 
choristers were to sing ‘antymys’ or antiphons before the new altar (again, in the manner of St Paul’s 
where the terms of John Pulteney’s 1348 bequest were evidently still in force), followed with De 
profundis and collects for the dead.126  
 
Despite this hospital’s unusual ecclesiastical status, the evidence from St Thomas Acon exemplifies 
issues more generally applicable to the role of music within parish churches. Evidently, the 
piecemeal endowments of choristerships in the mid-fifteenth and early sixteenth centuries were 
part of a concerted effort to enhance worship on behalf of the Mercers and their host. Although 
each bequest on its own would have had limited impact, the cumulative effect of a string of legacies 
was to equip the guild chapel with a functioning choir of men and boys able to sing nightly votive 
antiphons and, from 1501, Jesus Mass in emulation of the metropolitan cathedral.127 By means such 
as these, a modest but secure institutional core might be complemented and augmented to the 
spiritual benefit of the testator and the cultural enrichment of the living.128 Pooling of resources, 
however, did not entail loss of identity, nor a weakening of reciprocal bonds: carrying the name 
‘Frowyk’s chorister’ or an ‘Olyver’s chorister’, the boys of St Thomas Acon would be daily reminded 
of their benefactors, and perhaps the conjoining of earthly voices symbolised the respective 
founders’ own hopes that their own voices might join the choirs of angels. 
                                                 
125 Watney, Some Account, pp. 40, 46, 47 (this latter this was presumably a consolidation of Olyver’s bequest, 
which had also included properties on Bread Street).  
126 Watney, Some Account, pp. 54-6 (will dated 10 September 1500, proved 12 May 1501). Note the similarity 
of this to the form used at All Saints, Northampton, by 1535 (see above, n. 50). 
127 The same method was used at the London Guildhall chapel in 1477 (Williamson, ‘Liturgical polyphony’, p. 
31). 
128 Among numerous examples of ‘piggy-backing’ of resources, the Holy Cross guild of Stratford-on-Avon 
supported ‘as many priests as the revenue thereof will extend unto’ to complement the six clergy and four 
choristers serving Holy Trinity College (founded 1331); in turn, one Thomas Joliffe, priest, settled income upon 
the guild to support a cantarist who taught grammar to children with whom he sang an antiphon to the Virgin 
Mary every Wednesday and Friday (Williamson, ‘Liturgical polyphony’, p. 40). The Boston merchant John 
Robinson endowed a 90-year chantry for two ‘well disposed prystes … of good conuersacion which shall syng 
plainsong & faborden’ whose robes were to match those of the clergy employed by the Lady guild 
(Lincolnshire Archives, Boston Borough, 1/B/7, f. 6: will dated 25 February 1525/6). 
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Conclusions 
 
The pre-Reformation English parish is unusually fortunate in the quantity and quality of its 
documentary traces.  These might be distributed unevenly: among the counties, Devon and Norfolk 
fare significantly better than Northamptonshire and Northumberland, for instance.  But the overall 
data, both rural and urban, gives a consistent picture of musical augmentation and consolidation 
throughout the late middle ages.  In this regard, the English parish was wholly in line with its 
(sometimes less well-documented) northern European counterparts: the title of Reinhard Strohm’s 
landmark study, The Rise of European Music 1380-1500, aptly reflects the increasing ubiquity of 
polyphony throughout European society at this time;129 the institutional footings of England’s most 
ambitious parish choir, at St Botolph Boston, for instance, almost precisely replicated those found 
among Boston’s trading partners at Bruges, Bergen op Zoom and elsewhere along the North Sea 
coast.130  A Flemish worshipper entering an early-Tudor parish church would have instantly 
recognised the musical impact of intercessory institutions, even if the music itself sounded 
stylistically unfamiliar. Parish traditions were inflected by England’s distinctive polity as a unitary 
kingdom within clearly defined borders and only a small number of large cities: metropolitan and 
royal archetypes shaped local tastes and aspirations, while urban and rural traditions tended to 
diverge in scale rather than character.  This changed in the 1540s.  Institutional upheaval and 
liturgical reform swept aside both the doctrinal raison d’être and the primary institutional 
foundation of many parish musical traditions: although many parish choirs persisted until the 1580s, 
from the perspective of a church musician Elizabethan England became less diverse and less 
devolved than it had been under the first Tudor.131  
                                                 
129 Cambridge: CUP, 1993. 
130 See Reinhard Strohm, Music in Late Medieval Bruges (Oxford: Clarendon, 1990); Rob Wegman, ‘Music and 
musicians at the Guild of Our Lady in Bergen op Zoom, c. 1470–1510’, Early Music History, 9 (1990), 175-249. 
131Cf Willis, Church Music and Protestantism. 
